This article examines the relationship between the visual and the textual in Frida Kahlo's paintings and writings. It argues that an understanding of this relationship would offer a better picture of Kahlo's oeuvre. The article begins with an examination of the dedicatory inscriptions in the self-portraits, engaging with Gérard Genette's concept of paratext and Philippe Lejeune's autobiographical pact, as a prelude to the study of the relationship between text and drawings in the diary.
Introduction
Despite the generic classification that the title of The Diary of Frida Kahlo readily provides, one would expect that for someone like Frida Kahlo, who lived to paint, what is now called her 'diary' should have resembled more a painter's sketchbook and that it would have contained the preliminary compositions of her works of art. It is surprising that, among the numerous practice drawings, sketches, figures, grotesques and still-lifes, only two could be said to be preliminary studies. 1 What is, conversely, even more striking is that in lieu of a simple personal record of daily events, which would have better suited the generic title, one finds instead a diaristic narrative that reframes the same fixation with self and others, which Kahlo first expressed in her (painted) selfportraits. 2 Perhaps for that reason some biographers of Frida Kahlo, bordering on traditional 'l'homme et l'oeuvre' criticism, have sought to present her diary and her other writings (poems, dedications, personal notes and letters) as an autonomous literary corpus. 3 In this article, it is argued that the relationship between image and text that constitutes the self-portraits and the diary is indispensable for a complete understanding Kahlo's 'life and works'. Beginning with a discussion of the dedicatory inscriptions in Frida Kahlo's self-portraits, engaging with Gérard Genette's concept of paratext and Philippe Lejeune's autobiographical pact, this article focuses, through the lens of a psychoanalytical reading, on Kahlo's use of the Other to compose a textual self-portrait. Kahlo: un íntimo autorretrato (1995) vacillates between a retrospective narrative covering a lifetime of personal feelings and images and the more conventional record of dates and biographical events that one would expect to find in a diary. 4 Even in those few entries which constitute the most intentional attempts at a diaristic narrative, Kahlo appears more interested in how her life fits the course of historical and political events than in the routine of everyday life. For the most part, the diary therefore takes the form of a retrospective narrative by means of which Frida recasts her past life to fit her own rhetorical purposes. In the eight-page semi-autobiographical section entitled Frida borrowed the narrative element of the retablo and used it in various forms to contextualize the self-portraits she dedicated to significant others. 16 As early as 1931, she began to use the narrative element of the retablo to dedicate her self-portraits to friends: Eloesser, 1940, oil on masonite, 59.5 × 40 cm, private collection, USA) 20 In perhaps the longest entry found in all her self-portraits, written on a scrolled banner at the time of her fortieth birthday (which she celebrates as her thirty-seventh one), the paratext takes the form of an autobiographical narrative: It is widely believed that it was around this time that Frida started to keep a diary.
El diario de Frida
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The diary and its paratexts
The gold monogram 'J K' on the red leather cover of Frida's diary indicates that Frida's diary was originally a blank diary book bound for someone else. Frida's biographer, Hayden Herrera, notes that
The red leather volume with the initials 'J. K.' imprinted in gold on the cover (it was said to have belonged to John Keats) was purchased in New York by a friend and given to Frida with the hope that filling it might offer her some solace at a time when she was sick and lonely. 22 The different 'author's name' on the cover does not detract, however, from Lejeune's concept of autobiographical pact, for the pseudonym 'changes nothing in the identity'. 23 It is very likely that the very friend who thought that keeping a diary would be salutary to Frida also believed that a blank volume containing some else's name would be an apposite safeguard. As the publisher's peritext shows, there is no doubt that the 'diary' is Frida Kahlo's 'intimate self-portrait', even though, quite interestingly, the published facsimile of the original diary includes the original red leather cover with someone else's monogram.
The original title page of the diary opens with a black-and-white photograph of corroborates. 26 In the context of her paintings, the self-portraits represent Kahlo's desire not only to be seen as a picture but also to be read as a book, which the Diary would finally actualize. In both cases, as I discuss below, photography mediates this transformation.
Textualizing the self: I am photo-graphed
To point up the complementary role that language plays in Frida's artwork and,
conversely, that which drawings will also play in the diary, it would be useful to refer to Lacan's reference to Jean Bobon's report on the case of a female schizophrenic patient, named Isabella, who at first used only pictures to express herself. 27 Lacan notes that one day Isabella makes a break-through by complementing the drawing of a tree loaded with eyes with a sentence:
Beyond the tree branches, she [Isabella] writes the formula of her secret: Io sono sempre vista, namely something that she had never been able to say up to then: I am always seen. Again I must pause in order to make you see that in
Italian as in French, vista has an ambiguous meaning, it is not only a past participle, it is also sight with its two meanings subjective and objective, that
Forum for Modern Languages Studies
is, the function of seeing and the fact of being seen. (S, X, 90) 28 The point here is not that in plate 24 (p. 216) of Frida's diary one finds a similar drawing of a tree with gazing eyes but that the combination of picture with language constitutes the modus operandi of her oeuvre. In the diary, the opening photograph is particularly significant, for it draws attention to the splitting of the subject who not only looks and is looked at but is also 'textualized' or, as Lacan puts it in the original French, photographié, emphasizing the etymological concept of the visual (<Gr. photos, light) and the textual (< Gr. graphia, writing):
[I]n the scopic field, the gaze is outside, I am looked at, that is to say, I am a picture.
This is the function that is found at the heart of the institution of the subject in the visible. What determines me, at the most profound level, in the visible, is the gaze that is outside. It is through the gaze that I enter light and it is from the gaze that I receive its effects. Hence it comes about that the gaze is the instrument through which [.^.
^.] I am photo-graphed [photo-graphié]. (S, IX,

106)
Moreover, the ornamental frame that showcases the paratextual photograph of Frida in the title page, with its columns and ornate arches further adorned with flowers, recalls the turn-of-the-century paraphernalia of early photography. 29 designates 'a virtual space which is framed in the same way that the scene of a play is framed by the proscenium arch in a theater, where the world is a real space which lies beyond the frame'. 30 If one reads Lacan closely, the scene stages more than the subject's fantasy; it stages what cannot be articulated in the real world: 'You will find that the scene, understood in its proper dimension, will allow that which cannot be said in the real world to come forth' (S, X, 90; my translation). In what follows, I propose that the diary stages an autobiographical space (or 'scene') in which Frida moves beyond the sphere of the visual or painterly Self to a writing of the Self through the scene of the Other.
The textualized or writerly subject: between metonymy and the metaphor
As there exists a split between the eye and the gaze in the subject's scopic field, there also exists in the discursive field 'the fundamental split between the two signifying chains that constitutes the subject' (S, VIII, 205; my translation). The two signifying chains, which Lacan invokes, constitues on the one hand the sequential, horizontal, syntagmatic combination of words in a sentence and the circular, vertical, paradigmatic selection of words. For Lacan, metonymy and metaphor entails more than 'word-to-word connexion' (E, 157) or the substitution of 'one word for another' (Ibid.) respectively. It entails a diachronic movement from signifier to signifier (which could be words and/or images) or the substitution, in the case of metaphor, of a signifier with another. For the (writerly) subject, the splitting involves a resistance or elusion of meaning. As Lacan claims, metonymy represents the subject's relationship to a signifier whose signified eludes the chain of signification (S, III, 221).
The first textual entry in Frida's diary, made up of a nonsensical chain of signifiers The first-person verb forms (voy, soy, busco, arrimo) are the only signifiers that produce meaning. They express the movement (voy) of the self (soy) and focus on the subject's quest (busco) and approach (arrimo) of the Other. As this entry shows, it is in the quest for the Other that the signifier and signified come together in the subject: 'voy .^.^. soy .^.^. busco .^.^. arrimo' (plate 5, p. 203). At these specific points 'at which the signifier and signified are knotted together', which Lacan calls anchoring points (S, III, 268), the subject expresses an identificatory quest for the Other. There is no meaningful articulation until the subject engages with the Other in a place or point where the subject can address and articulate his or her demand for love to another subject.
Textualizing the other: writing the scene of the other
Between the 'I' (which identifies itself with the author, narrator or character) and the reader, with whom the author establishes an autobiographical pact, there emerges in the private epitext 'a first addressee [a correspondent, a confidant, the author himself]
interposed between the author and the possible public'. 31 In the Diary this addressee is At the centre of this revelation one finds the place of the Other and the setting of the 'other scene', the scene of fantasy, framed on the structure of the real world. As Lacan words it, 'Fantasy is framed beyond the pane of a window that opens' (S, These scenes constitute not only the imaginary stage where the subject plays out its fantasy, but also reductions of a fuller story which writing seeks to mediate. They represent, as Lacan proposes, images of something that the unconscious must articulate and put in play through the dialectics of the transfer (S, IV, 120). Writing the scene of the Other in the diary indeed releases, as Kahlo confesses, 'palabras encadenadas que no pudimos decir sino en los labios del sueño' (plate 21, p. 215). What emerges in the writing of the diary, as Lejeune has also proposed, is an autobiographical space (or 'scene') whose autobiographical truth value is governed by an 'individual's phantasm', based not on the certainty of the autobiographical identity of the real person and the protagonist-narrator, but on the ambiguities and uncertainties of a phantasmatic pact. 34 The Diary is thusly paratextual in the scheme of Kahlo's oeuvre. Her paintings widen the reader's reception of the diary. The textual entries hark back to the paratextuality of the painted self-portraits. The drawings and sketches in the diary in turn accentuate the visuality of the text, undermining the mastery of mimetic representation to highlight the performativity of the visual and the textual in Frida Kahlo's oeuvre.
